A B S T R A C T
The phenomenon of the multimodal or composite text is a challenge for discourse analysts, particularly those working with linguistic tools fashioned to account for verbal texts. Drawing on systemic functional semiotics, this article focuses on the interactive meanings of two student artworks presented in a Sydney exhibition called ArtExpress. It analyses the complementary contribution of image (artwork) and verbiage (text panel) to the meaning-making process. Drawing principally on APPRAISAL analysis as practised within Sydney School linguistics, the article proposes a richer account of evaluation in both image and verbiage than is currently available in analyses of separate modes. The article aims to contribute to the development of semiotic grammars adequate for an integrated account of multimodal texts at different institutional 'moments' in their (re)production.
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Attending to the multimodal poses particular challenges for discourse analysts who have worked primarily with verbal texts. In attempting to produce a comprehensive account of the different meanings carried by different modalities, the limits of linguistic grammars are soon reached; consequently, one is forced to look for new semiotic grammars that are sensitive to the character and contours of specific modalities, and responsive to their interplay in texts and with readers. One such semiotic grammar has been developed by Gunther Kress and Theo van Leeuwen in Reading Images (1996) . Drawing on systemic functional linguistics, they provide a theoretically consistent framework for analysis of visual texts and transform the linguistic paradigm in which they work. This article builds on their research, providing a detailed commentary on the creation of interactive meaning in verbal and visual texts. It takes seriously the challenge issued by Kress and Van Leeuwen (p. 183 ) to analyse multimodal (or composite) texts in an integrated way using compatible terminology for speaking about both. This is an important task for both social and educational reasons. First, we deal in multimodal texts on a daily basis -every time we read a newspaper, watch television, play a video or computer game, or even read a book. Our semiotic frameworks of analysis should enable us to understand more about the contribution of different modes to our changing semiotic practices. Second, multimodality is increasingly a feature of the school curriculum and we need to take account of this in our work in education. Most young learners are already more adept than their parents at using computer-based technologies in leisure and school contexts. Beyond a practical expertise, however, they need access to analytical tools which make the potentials and limits of these modalities more apparent and more open to challenge and redesign where necessary. Our literacy programs need to facilitate our students' metasemiotic work.
This article addresses three questions in the context of a student art exhibition in Sydney called ArtExpress: The pursuit of a common framework for analysing multimodal texts produces two kinds of awareness in the analyst (or in this one at least): (a) awareness of a 'lack of fit' between categories of one mode applied to another; and (b) awareness of the deconstructive power of this kind of analysis, which reveals gaps, silences and, surprisingly, providential riches in transmodal analysis. My analysis focuses on two images and their accompanying text panels (referred to here as 'verbiage') from ArtExpress. The category of text is taken to encompass both image and verbiage. I assume that 'the reader' of the composite text has access to different but complementary meaning potentials in each mode and that it is the task of the analyst to account for both. This article comprises five sections. Section 1 discusses the impact of the institutional context of ArtExpress on viewing practices. Section 2 presents two texts from this exhibition and the factors influencing their current form. Section 3 presents the resources used to analyse interactional meanings, focusing on three major systems: contact, social distance and attitude. Section 4 presents an analysis of image and verbiage in the two works. Where possible, I draw on analytical resources as outlined by Kress and Van Leeuwen (1996: 119-58) to reflect on both modes. However, I
propose a richer account of attitudinal meaning than they provide, an account based on recent work within systemic functional linguistics on appraisal systems in discourse.
. T H E I N S T I T U T I O N A L C O N T E X T
In order to reflect on the contribution of verbiage and image to interpretive practices, we need first to consider the institutional context in which these occur. The ArtExpress exhibition is hosted every year from January to March by the New South Wales Art Gallery and displays the best students' artworks produced for the Year 12 Higher School Certificate examination in the Visual Arts. ArtExpress is the gallery's most popular exhibition and attracts thousands of visitors who might otherwise never set foot inside a gallery. Since its inception 10 years ago, this exhibition has proved such a 'crowd puller' that student artworks are now displayed in places around Sydney, including David Jones department store, the State Library, the College of Fine Arts and the Art Gallery of New South Wales. However, the Art Gallery hosts the largest display.
There is an exuberance as well as a technical and artistic sophistication, indeed adventurousness, in the gallery showing of these artworks, which is unmatched in any other exhibition. There are several factors at work here. First, there is the sheer variety of art forms displayed, including drawings, paintings, photography, computer-based images, sculptures, 'wearables' , installation works and art videos. Second, there is the use of space. The works are displayed in four large rooms, with some of the larger works spilling over into the foyer outside. Once they move into the ArtExpress space, visitors' movements are constrained only by the need to enter and exit through the same room. Of course, you cannot move into later rooms except through earlier ones but, other than this, the rooms and the space -and hence the 'viewing path' -are as open as possible. Third, viewing practices in this exhibition are very extrovert. There are none of the hushed and respectful decorums accorded other more formal exhibitions elsewhere in the gallery. Visitors often exclaim, laugh, respond quite openly to the works and, perhaps more important, interact with others occupying the exhibition space -even strangers whose only connection is to be standing close by. It is also a space used freely by art apprentices. It is common to see students taking notes from text panels or making drawings of the artworks. It is a very informal and inviting exhibition space.
Viewers typically move between image and verbiage as they respond to each artwork. Many of those I observed at the exhibition would look at the image for a while, read the text panel, then return to the image. Like them, I too used the writing as a meta-commentary on the image, an opportunity to see the work from the point of view of the student artist. I would respond in the first instance, often in a diffuse way, to the image and then reframe this in the light of the text panel, which directed my gaze to certain qualities in the artwork. When I returned to the image, there was more meaning than before M a c k e n -H o r a r i k : I n t e r a c t i n g w i t h t h e m u l t i m o d a l t e x t -a third semantic domain which was more than the sum of the parts. It is this domain that is in focus here and which I attempt to account for in my analysis of interactive meaning in the artworks. If the verbal text carries meanings not available in the visual, and vice versa, this complementarity should be reflected in our analysis of both.
Certainly, if image and verbiage are central to viewers' interpretive practices in this exhibition, then so is talk, which flows in abundance around the artworks. The multimodality of the presentation seems to license similar behaviour in visitors. As an 'art and talk-fest' , ArtExpress breaks down the boundaries between 'high culture' and 'popular art' , presenting works of a very high quality in the context of popular appeal, and the public responds by coming in droves.
. T H E T E X T S
I now consider the two texts from ArtExpress and the shaping context of their current form as catalogue artworks. These include a photographic work by Sarah Adamek called Gloria, and a painting by Derek Allan called Elaboration.
Gloria is a monumental photographic image of an older female nude presented in two views: an oblique (side-on) view in the left-hand image and a back view (though front-posed) in the right-hand image. This black and white photograph has a documentary quality. The artist uses high-contrast lighting to model the shapes, curves, lines and folds of 'the older body' . This figure stands in a contrastive relationship with other nudes more familiar in the artist's contemporary 'youth culture' (an issue explored in her text panel). She conceals her subject's identity while revealing something of the solid and imposing grandeur of the older woman.
Elaboration is a painting of human hands opening to the viewer and suggesting prayer, joy, or supplication. These hands have a particular salience as a result of the diagonal vectors they create through a centric hold-release movement and the warm light which bathes them from above. This image combines a sensory orientation in the treatment of the setting (with its intense red flowers, green foliage and deep blue background) with a naturalistic coding orientation (verging on the hyper-real) in the artist's treatment of the hands. Before moving on to analyse the interpersonal structures immanent in both image and verbiage, it is important to stress that what is presented here is not what the gallery visitors saw, nor is it what the artists submitted. As the notation under the title of each image shows, the number of works displayed was a fraction of those actually submitted for the Higher School Certificate. Of the four artworks submitted by Derek Allan, only three were displayed in ArtExpress and, of the fifteen submitted by Sarah Adamek, only six were displayed.
But the culling and shaping process is even more trenchant when it comes to the catalogue. In the exhibition, Gloria consisted of two large photographic images -1,830 mm high (just over 6′) and 550 mm wide (just under 2′) plus four smaller images -530 mm high and 420 mm wide. The four smaller photographs were placed to the right of the large ones and the whole series was displayed on a screen facing visitors as they entered the final room of the exhibition. In the catalogue, the two large but separate images have been spliced together and treated as one whole. The smaller photographs showing details of the woman's body, such as her nipple or the inside folds of her elbow, have not been included in the catalogue at all. A similar transformation process has occurred for the second of the images in focus here. Elaboration is a single painting 510 mm (1.7′) high and 405 mm (approximately 1.3′) wide. Although three works were displayed in the exhibition, we see only one in the catalogue.
In this selection and shaping of the artworks, we see the imprint of the institution on both exhibition and viewing practices. It is important that we take account of such processes both in our contextualization of the works and in our analysis of their structuring principles. This is especially significant when it comes to their compositional details, such as information value, salience and framing. Like other curated exhibitions, ArtExpress shapes texts for public consumption and this affects the art making, art assessing and art displaying business. Neither Gloria nor Elaboration are presented as their student producers would have intended but rather as the educators, curators and catalogue publishers decided. Of course, without the artworks themselves, there would have been nothing to 'massage' .
Given this institutional context mediating our response to the artworks, which tools do we use to analyse their 'interactivity'?
. T H E T O O L S
In order to develop a semiotic grammar adequate for multimodal discourse analysis, we have to start somewhere. Halliday's systemic functional grammar (SFG) has proved useful on several counts.
First, SFG attempts to relate linguistic structures to the social context in which they are produced. Halliday and his colleagues start with the assumption that 'language is as it is because of the functions it has evolved to serve in people's lives, ... [and] we have to proceed from the outside inwards, interpreting language by reference to its place in the social process' (Halliday, 1978: 4) . Relating linguistic structures to social processes is a central preoccupation within social semiotics and this makes SFG a useful resource for wider study of different semiotic modes. A focus on the relationship between linguistic and social structures has also given it a powerful 'applied' edge over other grammars, leading to some influential research in education amongst other institutional sites.
Second, as a grammar, SFG enables us to map not just words but arrangements of words, what Halliday (1978 Halliday ( : 21, 1994 : xxi) calls 'wordings' , and to interpret these linguistic syntagms in functional terms. To date, there has been very little systematic analysis of analogous structures in visual communication. As Kress et al. (1997: 260) point out, analysis of images has focused on items of content, or 'lexis' , rather than on the internal structure of images, or 'syntax' . This is an important task if we are to develop 'grammars' which enable us to relate linguistic to non-linguistic structures.
Third, SFG is a grammar oriented to choice rather than to rules. Linguistic choices are modelled in terms of system networks -bundles of options related to different meanings which are realized by particular lexicogrammatical 'outputs' (types of clauses and phrases). Although not suited to all types of meaning structures (prosodic, gradient and culminative), the system network is a useful representational resource for displaying discrete options for meaning in different semiotic environments (speech, writing, and now, image). They are the chief representational formalism in the current study, as Table 2 shows (see section 4.3).
Fourth, SFG incorporates three general types of meaning in its analysis of human communication. These 'metafunctions' include: interpersonal meaning (social and identity relations enacted and played out in texts); ideational (the representation of experiential reality (or, better, realities) in texts; and textual meaning (the ways in which texts are made coherent and related to their context). The metafunctional principle has provided semioticians with abstract and general categories for analysis of different semiotic systems.
Research that draws on these organizing principles includes analysis of images (Kress and Van Leeuwen, 1996; O'Toole, 1994) ; layout (Kress et al., 1997; Kress and Van Leeuwen, 1998) , and sound, music and voice (Van Leeuwen, 1999 ). This research is now making significant inroads into literacy education (Callow, 1999; Goodman, 1996; Van Leeuwen and Humphrey, 1996) . I apply these same principles here in order to understand the power of the multimodal text in ArtExpress. Kress and Van Leeuwen (1996) draw on three principal systems for analysing interactive meaning in images. These include: the system of contact, through which an image acts on the viewer in some way (demanding a response or offering visual 'information'); the system of social distance, through which the viewer is invited close to the represented participants (intimate social distance), kept at arm's length (social distance) or put at a remove (impersonal distance); and two sets of systems within attitude: a horizontal dimension, which creates viewer involvement (through frontality) or detachment (through obliqueness), and a vertical dimension, which creates a relation of power between viewer and represented participants (hierarchical or solidary).
These visual resources correspond loosely to linguistic systems such as speech acts, mood, and person, and to resources such as evaluation. In the following section, I move between image and verbiage in relation to features of contact, social distance and attitude, drawing on resources outlined by Kress and Van Leeuwen (1996) where possible and moving beyond these where necessary.
. T H E A N A L Y S I S
When we analyse interactional meanings within social semiotics, we are concerned with virtual rather than real relations between texts and readers or viewers. Real readers and viewers are free to engage with a text in any way they choose, although this engagement is never free of social constraints. But it is the task of a social semiotics to theorize the text's contribution to this relation -to account for the structuring principles which open up certain kinds of meanings for readers or viewers and limit others. For simplicity, I refer to 'the reader' or 'the viewer' , while recognizing that this is a necessary fiction -one that idealizes the complex relationship between texts, interpretive practices and interactants themselves.
Contact
In analysing images, contact has to do with the imaginary relation established between represented and interactive participants (viewers). At a primary level of distinction, there are two choices here: the represented participants either demand attention of the viewer, or they offer information. The 'demand' picture typically features a human or quasi-human participant who gazes directly at the viewer. This gaze creates a vector between the eyeline of the represented and interactive participants, demanding a response of some kind. In the 'offer' picture, on the other hand, the represented participants (if human) do not look directly at the viewer but gaze away. Here, the represented participants make indirect contact only, being offered as objects for the viewer's contemplation. 'Offer' pictures are more common than 'demand' pictures amongst artworks of this kind, as they include all non-human participants.
Gloria and Elaboration establish different kinds of connection with the viewer. With Gloria, there is no direct contact at all. The woman represented on the left has her face in shadow with her gaze averted. The woman on the right (the same woman presumably) has her back turned and thus disengages altogether from the viewer. Gloria is an extreme example of the 'offer' picture -a figure for dispassionate study rather than active engagement. This is not so with Elaboration. Although there is no gaze to speak of in this picture (we have only a metonym of the human body to engage with), I think that the gesture does make demands of the viewer. The hands open out directly to the viewer's gaze, creating immediate contact. If hands could be said to have gaze, then these 'face' the viewer, drawing us in to the centre of the image. They are very 'addressive' hands. In terms of contact then, these two images interact with the viewer in quite different ways. Kress and Van Leeuwen (1996) relate what they call the 'image act' to the system of 'speech act' and 'person' in language and we can use these to explore the text panels. Halliday relates speech acts to two basic speech roles ('giving' and 'demanding') and two commodities ('information' , and 'goods and services'). These yield four basic elementary speech acts: 'statements' (giving information); 'questions' (demanding information); 'commands' (demanding goods and services) and 'offers' (offering goods and services). In English, these semantic choices are typically realized through corresponding 'mood' choices, with statements realized as 'declaratives' , questions as 'interrogatives' , commands as 'imperatives' and offers through different moods, as in the modulated interrogative 'would you like ...?' While choices within the 'image act' are essentially limited to two (demanding/goods and services or offering/information), speech acts offer speakers a greater range, especially if we consider untypical (non-congruent) realizations of these (see Halliday, 1994: 68-105 for an extended discussion of the mood system).
Mood does not take us very far in understanding the 'interactivity' of the text panels, however. Compared with everyday interaction, with its often rapid shifts of speech acts and moods, the verbiage is monologic. Every sentence works the same way -offering information through declarative mood. We need to look elsewhere if we are to appreciate the contribution of the text panels to interpersonal meaning.
The system of 'person' is more promising in this respect. There are three basic options here: 'first person' (I or we), 'second person' (you) or 'third person' (he, she, it, they). There are definite connections to be made here in relation to the image. If the 'demand' quality of Elaboration is a kind of visual 'you' , then the 'offer' quality of Gloria is a visual 'she' . Within visual representation, there are only two options available: the option of second-or third-person address. There is no equivalent of the first person (I) because interaction is carried out by represented participants and cannot be expressed directly. This is not so in verbal texts, and is manifested in the use of the first person in a prominent position in both text panels. Derek's panel begins with the sentence "I hope in beauty", and goes on to present a personal view of his art aesthetic. Sarah's panel also emphasizes the personal viewpoint through first person or genitive constructions ('I feel' or 'My artwork').
In this way, the verbiage supplies what the image does not (and cannot). We have access to two kinds of address here: (a) where the images open up (the visual 'you' of the hands or the 'she' of the nude); and (b) through the verbiage (the 'I' of the text panels). The verbal and visual texts thus create complementary kinds of contact with their addressee.
Social distance
Simultaneous with the decision to make the represented participants look at the viewer or not is the decision to depict them as close to or far away from the viewer. Social distance is the distance from which people, places and things are shown, and creates a visual correlate of physical proximity in everyday interactions. Social distance is realized through 'frame size' and there are three basic options available here: 'close-up' , 'medium' or 'long' shot. The close-up suggests 'personal' closeness between viewer and image; the medium shot suggests 'social' distance -the distance of public business interactions. And the long shot correlates with 'impersonal' distance, 'the distance between people who are and are to remain strangers' (Kress and Van Leeuwen, 1996: 131) .
Gloria presents us with a figure in medium long shot -the full figure with a small amount of space around it. This distance of at least 3 metres (10′) corresponds with the 'close social distance' of a formal relationship. It is the kind of relationship open to a doctor, an artist, or a medical imaging person. This distance is mitigated somewhat by the woman's nakedness, which suggests a more intimate relationship, especially in the more vulnerable back view. Elaboration establishes a different relation with the viewer. Here we adopt the close personal distance which the close-up makes available to the viewer. Although closeness does not always mean intimacy, the proximity of these open hands calls for a corresponding response in the viewer. Where the nude is objectified through analytical social distance from the viewer, the hands are 'subjectified' , presented as 'up close and personal' .
What about the written text in relation to social distance? Does the relation with the reader established in the verbiage correspond to that of each image? Kress and Van Leeuwen (1996) see formality of 'style' as the linguistic realization of social distance. They outline three styles based on work by Joos (1967) , though similar accounts have also been developed in relation to tenor by Eggins (1994) . The 'personal style' is the language of intimates. This style tends to implicitness, context-dependence and local frames of reference; it is the language of social solidarity in a world where much can be taken for granted; it has affinities with what Bernstein (1990) calls 'restricted code' . The 'social style' is the language in which the outside business of the day is conducted. There are fewer colloquialisms and abbreviated forms here and greater use of standard syntax and lexis in this style. Greater explicitness is required because of the greater social distance between interactants. Finally, the 'public style' is the language of formal occasions, where people 'talk like books' . This is far more self-conscious than other styles, more explicit, more articulated in its use of full forms. In the public domain, interactants are maximally distant from one another and adopt what Bernstein (1990) calls the 'elaborated code' .
It is this code which dominates in the verbiage, which is monologic,
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14 crafted and explicit. Both text panels feature formal vocabulary, generic reference (e.g. 'the viewer' and 'the older body') and, most telling, high levels of abstraction, especially in their nominal (noun) groups. In Gloria, for example, Sarah focuses on abstract essentials such as 'the beauty and strength' or 'the true essence and feeling' of the body. And in Elaboration, the same tendency to abstraction is boosted by high levels of nominalization -a style of writing in which dynamic processes are linguistically encoded as qualities (through adjectives) or things (through nouns) rather than as verbs. For example, in nominal groups such as, 'the interplay between the gesture and its symbolism and its environment' or 'the juxtaposition of the hyper-real subject and its opulent surroundings' , processes like '(inter)playing' , 'gesturing' and 'juxtaposing' come to function as abstract things. Working in concert, abstraction and nominalization enable students to objectify the artmaking process -putting it (and therefore the viewer) at an aesthetic remove. Both verbal texts display control of 'elaborated code' and this is crucial to their success as verbal performances. Making art is only part of the challenge facing students in the Higher School Certificate exam. Philosophizing about it in the 'public style' is another. In Elaboration, there are two kinds of social distance established by the artwork: the closeness of the image and the relative semiotic distance of the verbiage. Even though Derek personalizes his message somewhat through first-person pronouns or mental process verbs like 'hope' or 'contemplate' , for the most part it is couched in the public style. In Gloria, Sarah uses a simpler (less convoluted) variant of the same style with a similar effect on the reader. In this artwork, there is greater convergence of meanings along the social distance parameter. But it is also true that, given the distancing quality of the frame size, Sarah's focus on the 'beauty' of her subject invites us to 'look again' , to move away from the objectifying viewpoint on the nude encouraged by choices within the image for contact and social distance. There appears to be a compensatory principle at work here in the interplay between image and verbiage, as if the artist wanted to exploit the potential of the multimodal text for multiple meanings. Through her text panel, Sarah reframes the analytical viewpoint offered by the image, foregrounding the aesthetic appeal rather than the verisimilitude of 'the older body' .
Again, as with the system of contact, we have complementary meanings established through each mode in relation to social distance. There are two kinds of social relations possible here: one made available through the 'public' style of the artist's commentary and the other through the more 'private' vision of the artist whether distancing, as in Gloria, or close and intimate, as in Elaboration.
Attitude: involvement and power
Producing an image involves not only the choice between offer and demand and the selection of a certain size of frame, but also a selection of angles, a point of view and this implies the possibility of expressing subjective attitudes towards the participants, human or otherwise. (Kress and Van Leeuwen, 1996: 135) There are two dimensions to consider in relation to images: the 'horizontal' dimension, through which participants are presented frontally or obliquely; and the 'vertical' dimension, through which participants are presented from above (a high-angle shot), at eye level or from below (a low-angle shot). Horizontal choices represent either 'involvement' (a frontal angle) or 'detachment' (an oblique angle). Vertical dimension choices represent power differentials between viewer and what is viewed: a relation of 'viewer power' over represented participant (high-angle shot); a relationship of relative 'equality' (eye-level shot); and a relation of 'represented participant (or 'text') power' over the viewer (low-angle shot). We see things from the point of view of the powerful, the solidary or the powerless.
Gloria presents us with two points of view on the female nude: an oblique angle shot reinforcing a detached perspective in the viewer and a back view, which suggests disengagement -certainly by the female nude from her audience. Of course, point of view can be a complex phenomenon. The woman's nakedness makes her more vulnerable to the viewer's appraisal and this reduces detachment. Though this woman is certainly not part of 'our world' , her nakedness makes her disengagement less alienating. This is reinforced by the eye-level angle along the vertical dimension, an angle which creates relative equality between viewer and viewed.
Of course, the eye-level view of the catalogue image does not (and cannot) recreate the impact of the physical position of the work in the exhibition context. Gloria was mounted relatively high on the gallery wall so that the figure was above eye level physically and seemed to tower over me as I contemplated it. Thus, the power of the image in the exhibition itself was greater than can be imagined using the vertical-angle cue in the catalogue image. In the catalogue image, we view Gloria in a detached but respectful way, coming not too close, but observing that she is, after all, on a par with the rest of us. We have neither more nor less power than this womanalthough we are invited to see her from two viewpoints and hence to engage in different kinds of scrutiny.
Different choices have been made in Elaboration when it comes to point of view. The hands are presented frontally and at a relatively high angle. This frontality suggests high involvement and the high-angle relative viewer-power over the implicit demand of the open hands. We are asked, as it were, to respond and are given the discretionary power to imagine what our response might be. It is as if the image says 'It's up to you' , a point echoed in the text panel where the writer invites the viewer to consider 'their own spirituality' . There is far more intersubjectivity created through the resources of point of view in Elaboration than in Gloria.
What kinds of attitudes are manifested in the text panels? Once again, we are concerned with two dimensions: relations of involvement, of greater or lesser solidarity with those around us (the horizontal dimension), and relations of greater or lesser power over those above or below us (the vertical dimension).
In this semantic domain, we consider the kinds of attitude expressed in verbal texts and made available to the reader. Kress and Van Leeuwen (1996: 147) propose a linguistic analogy between 'involvement' and the use of 'possessive pronouns' . There are instances of these in the verbiage. In Elaboration, Derek refers to the viewer's spirituality using the relatively distancing third-person pronoun 'their spirituality' and in Gloria, Sarah uses the genitive construction, 'my artwork' , which suggests involvement with her work and, by implication, with the reader. A further parallel is suggested by Kress and Van Leeuwen between power and the use of evaluative adjectives. Once again, there are examples of these in the verbiage, as in 'the subject's natural beauty' in Gloria and 'a universal beauty' in Elaboration. However, a focus on evaluative adjectives per se does not take us very far in understanding the kinds of attitude expressed or the cumulative effect of attitudinally loaded choices in the text as a whole. In relation to verbal texts, we need to ask: What kinds of evaluations does the text foreground? What linguistic resources are drawn on? How does the text 'dynamicize' attitudemaking particular evaluative positions available to the reader? Some interesting work on evaluative meaning has emerged within the Sydney School of SFG in the domain of appraisal. This research outlines some of the salient lexical choices 'in play' in evaluation and, most promising from my point of view, focuses on syndromes of attitudinal meaning in text (see Coffin, 1997; Iedema et al., 1994; Macken-Horarik, 1996 Martin, 1997 Martin, , 2000 White, 1998 White, , 2003 for accounts of this work).
Within appraisal, the systems relevant to analysis of the text panels are covered under attitude. Within attitude there are three major subsystems: affect (to do with emotional responses and desires); judgement (to do with ethical evaluations of behaviour); and appreciation (to do with the aesthetic dimensions of experience). These subsystems can be further subclassified, as in Martin (1997) , but this would create more complexity than is necessary in the current context.
Predictably enough, given that this is a public display of the artist's personal aesthetic, there are several examples of appreciation in both text panels -either focusing on features of the work's composition or the valuation ascribed by the artist to the work (see Table 1 ). Examples of appreciation [App] are shown in bold. In Gloria, Sarah states that her artwork 'celebrates the beauty and strength of the older body' [App: valuation] and that she has captured 'the true essence and feeling of the body [App: valuation] in its purest forms [App: composition] . Similar choices for appreciation are made in the Elaboration text panel.
Although appreciation is the primary choice, we also find examples of affect and judgement in each text. The verb in Derek's proclamation, 'I hope in beauty' , is explicitly affectual and focuses our attention on his emotional connection with his work. Then, in Gloria, we come across the injunctive conditional clause, 'While we are culturally conditioned to see the aged flesh as decrepit and wasting'. This clause fuses appreciation with judgement and indexes Sarah's awareness of the prevalence of negative cultural views of ageing and its contrast with her own views.
Attitudes typically carry a positive or a negative loading. While lexical choices such as 'decrepit' and 'wasting' carry a negative loading, 'grandeur' and 'solidity' are positive. Many verbal texts create evaluative oppositions similar to those in Sarah's text. The system of loading is essential to the creation of 'syndromes' of attitude in text.
However, equally important in this regard are covert markers of attitude: lexical choices which work by connotation rather than denotation. The system of attitude type indicates whether values are 'inscribed' (made explicit, usually through evaluative adjectives, adverbs or nouns), or are 'evoked' (left implicit, usually through 'colouring' of verb choices or use of figurative language). Both text panels tend to inscribe appraisal through evaluative nouns, as in, 'the beauty and strength of the older body' or adjectives, as in, 'the subject's natural beauty' or 'a universal beauty' . But there are also examples of evoked attitude in each text panel. Both writers open with sentences containing emotive verbs. Derek proclaims that he 'hopes in beauty' and Sarah that her artwork 'celebrates the beauty and strength of the older body' . These verbs infuse attitude into the text and flag the guiding preoccupations of each writer.
When we move away from spatially organized texts such as images (in which all elements relevant to interpretation are co-present) to linear texts such as verbiage, we need to consider how they create certain evaluative positions for us as we read. We need to 'dynamicize' our account of textual meaning, much as Van Leeuwen (1996) has done for filmic texts. Through combinations of choices for attitude, a text opens up evaluative positions for its reader. These positions accumulate significance as the text unfolds, entering into relations of synonymy, contrast or change (see Macken-Horarik, 1996 , on the relationship between appraisal choices and reader positioning).
How does a verbal text dynamicize attitude? In order to analyse the rhetorical force of evaluation, we need to look at resources within the textual metafunction, which enables us to create text. There are two complementary systems that enable us to give different kinds of prominence to information in the unfolding text. The first system is theme, which highlights the speaker's or writer's point of departure on the message. In declarative clauses (the only ones used here), theme typically corresponds to the subject and is realized in English by first position in the clause. Non-subject (marked) themes create special kinds of prominence in texts. In Sarah's verbiage, marked themes predominate and centre on the technical aspects of her art-making. A consistent pattern of themes contributes to the rhetorical 'method of development' in a text.
The other system relevant to dynamic unfolding of attitude in text is focus. Focus is a phonological system for assigning prominence through intonation. The units of information in a message which carry the most stress (technically, 'the tonic') also carry salience for the listener. The part of the message which carries salience is called 'new' , and in the unmarked case, 'new' is mapped onto the end of the clause. The part of the message that is presented by the speaker as already known to the listener is called 'given' and typically occurs at the beginning of the clause.
The systems of theme and focus create complementary patterns of prominence in each clause. The theme represents speaker-oriented prominence. It is what 'I am starting out from' . The 'new' , on the other hand, represents listener-oriented prominence: it is 'what I am asking you to attend to' . The clause moves away from the first peak of prominence in theme toward the second in 'new' , and this gives a sort of periodic or wave-like movement to the discourse (see Halliday, 1994: 336-8 for a fuller discussion of this very interesting phenomenon within textual meaning).
If theme presents the writer's angle on the message, the 'new' is the reader's point of rest. It is not surprising, then that appraisal tends to be weighted toward the back half of the clause, which is where the focus typically occurs. As Fries (1985) has pointed out in relation to narrative, 'Many of the evaluative items of the text occur in the unmarked focus of new information in their respective clauses. The end of the story, likely end of the clause, is a place of prominence ' (pp. 315-16) . In the Gloria text panel, two attitudinal positions are set up for the reader: a cultural stereotype which sees the aged flesh as decrepit and wasting and the artist's alternative vision, which presents it as grand, solid and beautiful. The writer inscribes her aesthetic attitude through specific and positively loaded values for appreciation (valuation or composition) as well as evoking an emotional attitude through continual selection of positively loaded verbs which are dispersed throughout the text. This artist doesn't just use photographic art forms to represent older nudes; she 'celebrates' , 'captures' , 'enhances' and 'invests' the older nude with particular feelings and aesthetic values. In this respect, the attitude evoked by the verbs opens up a complementary evaluative position on the artwork, encouraging a more involved, even reverential attitude in the reader and moving us away from In summary, what effect do these complementary meaning potentials, these different ways of relating text to viewer or reader, have on our takes of students' work? If the image is primary, and it certainly is in an art exhibition, the verbiage offers a commentary on the image, creating a third semantic domain -greater than the sum of the parts. This recalls the words of Roland Barthes (1977) in his exposition on the Rhetoric of the Image:
Here, text and image stand in a complementary relationship; the words, in the same way as the images, are fragments of a more general syntagm and the unity of the message is realised at a higher level, that of the story, the anecdote, the diegesis. (p. 41)
Our apprehension of both aspects of the multimodal text needs to be sensitive to points of overlap, points of difference, and points of direct juxtapositions in each mode. In the ArtExpress texts, we observe two kinds of contact which are embodied in the system of 'person' in each mode: the visual 'you' or 'she' of the images and the verbal 'I' of the text panels. There are two kinds of vision corresponding to two kinds of social distance in each mode: the private vision of the artist (whether distancing, as in Gloria or intimate, as in Elaboration) and the public vision expressed in the formal statements of the text panels. Finally, there are two kinds of attitude in each mode. Along the horizontal dimension, there is the involved relation suggested by the hands in Elaboration and the detached relation suggested by the nude in Gloria. A complementary relation is proposed by the text panels, suggesting M a c k e n -H o r a r i k : I n t e r a c t i n g w i t h t h e m u l t i m o d a l t e x t 23 that the nude is not a subject for 'medical-style' analysis but for aesthetic appreciation and that Elaboration is not a 'goods and services' type encounter but an opportunity for contemplation and spiritual edification. Along the vertical dimension, the equality suggested in Gloria is reframed by the artist's powerful public display of her formal aesthetic. In addition, while the viewer has the power to accede to or deny the demand of hands through the highangle viewpoint, the verbiage has an injunctive quality which reframes the image as a spiritual challenge. Thus the analysis highlights the power of the multimodal text in the creation of a third semantic space and the importance of fashioning tools of analysis adequate to this. If the semiotic world in which we live and communicate is a multimodal one, then we need access to an analytical apparatus which is adequate to this. But this is a tall order. This analytical apparatus -including its grammar -must itself be a highly differentiated and multipurpose tool. Any grammar we develop for multimodal discourse analysis will need to facilitate specialized (or, perhaps 'specializable') investigations of different semiotic modes (such as language, or image, or music) in their own terms. And it will need to be inclusive enough to explore the interaction of different modes, both with one another and with viewers/readers themselves in different contexts. Any grammar we use should enable us to understand the ways in which semiotic systems structure and constrain particular meaningmaking practices and the ways in which these work together and regulate viewing/reading practices.
Furthermore, the development of a grammar for multimodal text analysis is a pressing task -not least within literacy education -the field in which I work. Analysis and production of integrated texts has now become a routine part of school learning -whether in visual arts, science, geography or even English. Whatever the subject, students now have to interpret and produce texts which integrate visual and verbal modalities, not to mention even more complex interweavings of sound, image and verbiage in filmic media and other performative modalities. Control not just of the practical application of different technologies but of their structuring principles is crucial to students' literacy practices in school education. Therefore educators need access to analytical apparatuses (including grammars) which enable them to relate one modality to another in explicit and mutually informing ways -and to problematize their relationships in the process. Before students can do this, they need access to metasemiotic tools for analysing these texts -tools that enable them to move in a mutually comprehensible way between one modality and another. 
